
T yr r ? ’ 


'V 


■?. v ^ i{$! 




■ ^■:^‘.\ . v 
; 

■ : - : ■-;• V 

ssllltesi 


?t®S| 

* 

;:@t|j 




1 


V : feM 

, 'v ■■ : 


'ir'i'''£ 


THE JOHN CHURCH CO 


CHICAGO 


CINCINNATI. 


LONDON, 


'•v’&a' A> 


Price, 50 cents 















True Harmonica Instructor. 

CONTAINING 

COMPLETE INSTRUCTIONS FOR PLAYING THIS INSTRUMENT, 

AND A LARGE NUMBER OF 

Carefully Prepared Airs and Exercises, Polkas, Waltzes, Dances, 

AND THE 

MOST POPULAR SONGS; 


PUBLISHED BY 

THE JOHN CHURCH COMPHNY. 

CINCINNATI, NEW YORK. CHICAGO. LEIPSIC. LONDON. 


Copyright. 1886, by The John Church Co. 


THE ELEMENTS OF MUSIC. 


Music is made intelligible by the use of characters called Notes, written upon a Staff, which is composed of five Lines and theii 
Spaces, each Line and Space being named from one of the first seven letters of the alphabet : A, B, C, D, E, F, G. 

EXAMPLE. 


5 LINES. 


4 SPACES. 
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FACE 

Ledger Lines above. 


When the Notes go above or below the Staff, Lines are added, called Ledger Lines. 
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Ledger bines below. 


The following Scale shows the position and names of the Notes, in the Treble or G Clef, ifry Each succession of eight notes is called 

an Octave , as from A to A, B to B, &c. The Scale or Gamut. — The distance from one note to another in the Scale or Gamut, is called an 
Interval. The Scale of C is made of naturals, that is, no Sharps.or Flats are required. 
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ELEMENTS OF MUSIC. 


THE VALUE OF NOTES, OP THE DOT, AND 
THE BESTS. 

The relative duration is called the Value of the Notes, and is shown 
by the peculiar form of each note. 


J THE DOT AND DOUBLE DOT 

A dot, placed after a note, increases its value one-half: Thus, a 
dotted whole note is equal to three half notes, a dotted half note to 
three quarter notes, a dotted quarter note to three eighth notes, a 
dotted eighth note to three sixteenth notes, &c. 


Comparative Table of the Valm of Notes* 
One Whole note is equal to 
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Dotted Dotted Dotted Dotted Dotted Dotted 

Wliole Note. Half Note. Quarter Note. 8th Note. ICtli Note. 32d Note. 
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When a second dot is added, the value is equal to half that of the 
first, that is, the first dot is half as long as the note, and the second 
dot half as long as the first, thus: 
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THE EESTS. 





00 


Rests show that the music ceases to be performed during '.certain 
intervals of time. They afford repose to the sij^ger and player, and 
aid in producing musical effects. 
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^ he rests have values GoreM&^pondiiig to those of the notes : thus, 
the whole note rest is equal in duration to the whole note ; the half 
to the half note ; the quarter 'note rest to the quarter note ; 
<ihe eighth note rest to the eighth note, &c% 


zz=_ 

(2 

j 

ft 

ft . 

m 

—m 1 


1 



1 

\j 

O 1 

- 

1 



V 

E 

- a 1 


Whole Half Quarter 8 th 16th 33d 

Note Rest. Note Rest. Note Rest. Note Rest. Note Rest. Note Rest. 
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The single and double dot, which were explained m the preceding 
section, are also placed after the rests, and augment their value in 
the same proportion. 

EXAMPLE OF ONE OR MORE MEASURES REST. 
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TIME AND ITS DIVISIONS. 


dingle Bars , thus, 


33 divide music into portions of equal value, called Measures . 


There ere two principal kinds of Time; Common Time , which contains two or four equal parts in each measure; and Triple Time, 
which contains three equal parts. 

Simple Common Time, marked thus : £3 or contains two Half, or four Quarter Notes in each measure. And that marked thus : 
contains two Quarter , or four Eighth Notes in each measure. 

Compound Common Time, marked contains six Quarter , or two dotted Half Notes, in each measure. That marked contains 


six Eighth , or two dotted Quarter Notes. 
Simple Triple Time is marked ^ 
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^ > 2| j and — Compound Triple Time is marked ^ and 
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9 o p 

The figures ^ &c., indicate fractional parts of a Whole Note; the lower figure indicates the number of parts to whioh 

it is divided, and the upper figure the number of parts taken to fill a measure. 

In Common Time, a measure has two accented Notes, viz. : the first and third, and two unaccented. In Triple Time, a measure ha • 
but one accented Note^vi^; the first* 
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ELEMENTS OF MUSIC. 


Beating, or Marling Time, with correctness and precision, is of the utmost importance. In beating Common Time, the hand must 
descend at the beginning of every measure marked (marked D), and rise at the middle (marked U). 

EXAMPLES. 

JOMMON TIME* FOUR QUARTER NOTES IN A MEASURE, OR THEIR EQUIVALENT IN OTHER NOTES OR RESTS. 
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TWO QUARTER NOTES IN A MEASURE. 
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COMPOUND COMMON TIME, TWO DOTTED QUARTER NOTES IN A MEASURE 
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The three other kinds of Compound Common Time are seldom used. 

In beating Triple Time, the hand or foot descends at the first, and rises at the third part of the measure. 


EXAMPLES. 

SIMPLE TRIPLE TIME, THREE QUARTF' NOTES IN A MEASURE. 


THREE EIGHTH NOTES IN A MEASURE* 
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COMPOUND TRIPLE TIME, NINE EIGHTH NOTES IN A MEASURE. 
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Wben a figure 3 is placed over three notes, they are ©ailed Triplets , F l ^ played in tfeo tune #f two nolii 

of the same kind. ■ ~ 

When a figure 6 is placed over six notes, they are to be played in the time of four. 

We might be led to presume that and time were one and the same thing, as the measures in each contain the same amount 

4 -fer „ A ^ 

A. i» 

of time ; but observe particularly that the time expressed by the even numbers _g\ &c., must be accented on the beginning 


and middle of each measure, thus: 
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cent occurs only on the first note of each measure: 
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In ^ time the notes are always written in groups of three when a regular succession of eight notes occurs, thus: 

m m 


; and the accent always occurs on the first note of sach three, or the first and fourth notes 


of each measure. These notes would also express time, but must be written thus: 
with an accent on the first note only. 4 
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THE SCALE, OE GAMUT. 
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These notes are named, according to their situation upon the staff, by the first seven letters of the alphabet (A, B, C, D, E, 
F, G), always repeating the A after the G. This will, of course, bring into requisition several As, Bs, Cs, &c., but they are 
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ELEMENTS OF MUSIC. 


always easily distinguished by their situation upon the staff : 
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Remark that the notes situated upon the spaces 
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with their names, to learn them more readily, and facilitate their progress in regard to the intervening notes. 

INTERVALS. 

The distance between any two notes, counting upward, ia called an Interval; the smallest Interval h that of a eecen* 
B l n OT der to designate an interval, we are required to include the first and last note in counting the distance : thus, 
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uJtm BOW G .od A are reqolred to «oo*lt«to aaecond; fromGtoBlsa third, hww. tho tawval is made jp of the note, G, A, and 
B; B being the distance of three notes from G, counting upward. 

INVERSIONS. 

Hwe interrala trheo iorerted pwont quite a differed a.p'ect : thu, it i. ao loterval of a moond item G to A, tat from A *0 O rro dod * 
to be a seventh, Imlr A, B, C, E, E, F, G; from G to B, being a third, when reversed becomes a sixth, including B, 0, 1), it, J!, th 

A second becomes a seventh ; a seventh becomes a second. 

A third “ a sixth ; a sixth “ a third. 

A fourth “ a fifth; a fifth “ a fourth. 

g pl(J0a becomes an Go*ave. Two notes are said to be in unison when giving the same sound ; thus: 
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which inverted becomes Octavb: 
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The word Octave is used to express the distance of any two 
notes from each other when they both bear the same name; 


thus: 
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THE SHARP, THE FLAT, AND THE NATURAL. 

A Sharp (jjj) before a note raises it a semitone. 

A Flat (j?), on the contrary, before a note, lowers it a semi- 
tone. 

Flats and sharps are either at the commencement of a piece after 
the clef, or accidentally before a note. 


ACCIDENTAL SHARP. 


ACCIDENTAL FLAT. 
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When these signs are at the commencement of a piece, all notes 
on the same line and space (and all other notes bearing the same 
name) are affected by them. 

If they occur accidentally before a particular note, they affect only 
it, and others of the same name, during a single measure. 

A. Natural (jj) serves to annul a sharp or flat, by restoring a 
note to its former position. 


tfnarps and Flats are placed after the Clef in the fbRomD*? 
order, and are called the Signature . 

When the signature is 

1 sharp, 2 sharps, 3 sharps, 4 sharps, 5 sharps, 6 sharps, 




thesharpis: F, F C, F C G, FCGD, FCGDA, FCGDAE. 

When the signature is 

1 flat, 2 flats, 3 flats, 4 flats, 5 fia + \ 


6 flats, 
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the n&i id . I, BEA. BEAD, « A D G, BE A D GO. 

A Double Sharp (x) raises a note a tone, and a Double 
Flat (j^) lowers it a tone. 

THE MODES. 

There are two Modes, — the Major and Minor . 

In the major mode, there are two tones from the first note, called 
the tonic , to the third. 

major third. major chord. 
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TONIC. 




In the minor mode, there are but one tone and one semftono, 
from the tonic to the third. 

MINOR THIRD. MINOR CHORD. 
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10 ELEMENTS 

A minor is said to be the relative of tbe major, when both are 
expressed by the same number of sharps or flats. 


C MAJOR. G MAJOR. B MAJOR. A MAJOR. 
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£ MAJOR. B MAJOR. F SHARP MAJOR. 



G FLAT MAJOR. D FLAT MAJOR. A FLAT MAJOR, 



OF MUSIC. 


£ FLAT MAJOR, B FLAT MAJOR. F MAJOR. 



Each major and minor key bears the name of the tonic of its 
gamut. 

The tonic of any major key, with sharps, is the note one semitone 
above the last sharp after the clef. 


G MAJOR. 


B MAJOR. 



The note above the E is G. 


The note above the C is D. 


The tonic of the relative minor is, on the contrary, the note below 
the last sharp. 

£ MINOR. B MINOR. 
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The note below the E is E. 


The note below the C is B. 


The tonic of any major key, with flats, is the fourth note above 
the last flat. 

F MAJOR. B FLAT MAJOR. 
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The fourth note above B is F. The fourtn note above B is B flat. 


The tonic of the relative minor, is the fifth note below the 
last flat. 

D MINOR. O MINOR. 
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The fifth note below B flat is D. The fifth note below E flat is Gr. 

The keys which have neither a sharp nor flat at the clef, are C 
natural major, and its relative, A minor. 

ARTICULATION. 

As variety is the greatest charm of music, several different styles 
of articulating the notes are used to assist in producing it. There 
are three styles of Articulation, — the detached, the pointed, and 
the flowing. The two first are technically called Staccato , and the 
last, Slurred , or Legato . 

A Staccato , or pointed note (?), is played in a short and precise 
manner. 




A Staccato , or dotted note (.), is played in a less detached style 
than the former. 
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Slurring , or playing a passage legato , is to make the notes flow 
in a connected manner. The mark of the slur is shown by a 
curved line. 
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The slur takes the name of fr/nr ovation. 

two similar notes, one of which is placed on an nnaccentefl, 
the other on an accented beat of the same measure, or of two 
cutive measures. 
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An Appoggiatura, or Grace Note, is a small note, added to other 
notes for the sake of expression. 

A small note is generally half the value of the principal note; 
there are instances, however, when its value is greater, this is most 
frequently the case when used in slow movements, and at the end of 
a strain. 


Written 


Played 
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An Acciaccatura is played with rapidity, without reference to the 
value of the principal note; it is usual to cross it with a small line. 



A Double Appoggiatura is played in a light and connected 
manner. 
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ELEMENTS OF MUSIC. 


A Turn is made with the note above, and the note below that 
which is written, it is expressed by the sign 

There are several kinds of Turns; the plain turn ^ inverted turn 
and the turn after a dot. An inverted turn consists of the same 
notes as a turn ; but beginning with the lowest instead of the highest 
note. A turn after a dot is made by first striking the note itself, 
tod making the turn afterwards. 



A Trill or Shake is made with the note above and the note 
written, struck alternately ; beginning with the highest, concluding 
with a Turn. It is indicated by the two letters fr. The rapidity of 
the shake depends upon the ability of the performer. 

tr 



accents are shown by signs, or by words, generally Italian. 

The sign or Crescendo , marks that the sound should be 

progressively increased. 

The sign or T)ecreseendo ) marks that the sound should be 

ieminished in the saino manner. 


If a small mark of this sort ^ is applied to one note it signifies 
that one note is to be played strong (aeoented.) Forzando, or f~. 
has the same effect. 


SIGNS AND ABBREVIATIONS USED IN WRITING MUSIC. 

j The sign when it occurs the second time, shows that the player 
must return to a similar sign, and continue to the word Pine, or 
a Pause over the first double bar ) which signifies the end, or con 
elusion. When the return extends to the commencement of the 
piece, it is usual to prefix the letters D. C., the abbreviation of 
the Italian words Pa Capo , “from the beginning.” 

The main divisions in a piece of music are expressed by a 
Double Bar 1 1 , which shows that a part or whole is finished. 

When Pots are added before the bar, thus, :EI they show that 
the part previous to it is repeated; when after, thus, R|:> that the 
part following is repeated. 

A Pause ^ marks, that a beat of the measure is suspended, and 
that a note, or rest, must be prolonged so long as the performer 
thinks proper. 

A pause over a rest should be treated in a similar manner. 





pGf 1 

i 


y-f-i — 




In order to avoid the multiplication of ledger lines, it is customary 
to write very high passages an octave lower than their actual pitch, 

with this mark, 8 va , over them, showing that they 

must be played an octave higher, as far as the mark of continuation 
extends. 
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Written 


Played 
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Abbreviations are employed in written music to avoid repetitions 
of a single note or passage ; thus, in place of writing four sixteenth 
notes, a quarter note alone, marked with two thick, short lines, is 
often used, &c. 


Written. 




Played. 



Other examples of abbreviation. 
Written. 


fepff zrfc : 


Played. 


This character signifies repetition : ^5 
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Played 
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TRANSPOSITION OP THE KEYS OR SCALE. 

When C is taken as 1, the scale is said to be in its natural po- 
sition ; but either of the other letters may be taken as 1, in which 
case the scale is said to be Transposed. As 1 is the basis of the 
scale, the foundation on which it rests, so the letter which is takes 
for this sound is called the Key-Note. Thus, if the scale be in its 
natural position, it is said to be in the key of C ; if G be taken 
as 1, the scale is in the key of G; if D be taken as 1, the scale is 
in the key of D; and so on with the rest of the sever, letters; 
whichever letter is taken as 1, that letter becomes the key-note of 
the scale. 

In transposing the scale, the order of the intervals, or tones and 
semitones, must be preserved. Thus, the interval must always be 
a tone from 1 to 2, a tone from 2 to 3, a semitone from 3 to 4, a 
tone from 4 to 5, a tone from 5 to 6, a tone from 6 to 7, and a semi- 
tone from 7 to 8. The interval from one letter to another is always 
the same, and cannot be changed,— thus, it is always a tone from 
C to D, and from D to E ; a semitone from E to P ; a tone from P te 
G, from G to A, from A to B ; and a semitone from B to C. In the 
transposition of the scale, therefore, it becomes necessary to intro- 
duce sharps and flats, or to substitute sharped or flatted letters 
for the natural letters, so as to preserve the proper order of the 
intervals. 
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First transposition oy sharps from C to 
G, a fifth higher, or a fourth lower. 
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The same method is followed in all the transpositions by sharps, viz., the fifth above or fourth below is taken as 1 of a new key, in every 
succeeding transposition, and an additional sharp will be required also in every succeeding transposition. 

To transpose the scale by flats, we take the fourth (instead of the fifth) of every new scale. F is the fourth of C, hence it is 1 of the new 
scale (key of F.) The order of intervals must be the same in the flat keys as in the sharps : hence the B must be made flat. 
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The Sharp Kits. 
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The Flat Keys. 
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The difference between the m^jor and minor key is a minor third, (three semitones.) The major third contains two whole tones, ffntu 
«emi tones, t 
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Examples. 

MAJOR THIRDS % SCALE IN THE KEY OF C, MAJOR MODS. 
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The third in the minor scale contains one whole tone and a semitone. 


MINOR THIRD, 
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S0AL1 IN THE KIT OT A, MINOB HODS, 
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The relative minor of a major key has the same n n mber of sharps or flats, and is found one minor third below the key .note. 


THE MINOR SCALES. 


8 MINOR. 
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B MINOR. 



D MINOR. 
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ELEMENTS OF MUSIC, 

THE CHROMATIC SCALE. 

This scale> contains all the notes, natural, flat, and sharp, to I) above the second ledger-line. 
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OP THE CHORDS. 


Chords, or double notes, are written one above the other, and can be 
played upon the Violin, Piano, Melodeon, &c. ; in Music for the Flute, Clar- 
ionet, Fife, &c., the upper note only must always be played. 
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A PICTIOJSTAEY OF MUSICAL TEEMS. 


A ; an Italian preposition, meaning to, in, by, at, &c. 
Accelerando • accelerating the time, gradually faster and 
faster. 

Adagio , or Adasio ; slow. 

Adagio Assai , or Molto ; very slow. 

Ad Libitum; at pleasure. 

Affetuoso ; tender and affecting. 

Agitate ; with agitation. 

Alla Capella; in church style. 

Allegretto; less quick than Allegro. Allegro; quick. 
Allegro Assai; very quick. 

Allegro ma non troppo ; quick, but not too quick. 
Amabile; in a gentle and tender style. 

Amateur ; a lover but not a professor of music. 

Amoroso or Con Amore ; affectionately, tenderly. 
Andante; gentle, distinct^ father slow, yet connected. 


Andantino ; somewhat slower than Andante. 

AnimatOyOi ConAnima; with fervant, animated expres- 
sion. 

Animo, or Con Animo ; with spirit, courage and bold- 
ness. 

Antiphone; music sung in alternate parts. 

Arioso; in a light, airy, singing manner. 

A Tempo ; in time. 

A Tempo Giusto ; in strict and exact time. 

Ben Marcato ; in a pointed and well-marked manner. 

Bis; twice. 

Brilliante; brilliant, gay, shining, sparkling. 

Cadence; closing strain: also, a fanciful extemporane- 
ous embellishment at the close of a song. 

Cadenza ; same as the second use of Cadence. See 
Cadence. 


Calando ; softer and slower. 

Cantabile; graceful, pleasing, singing style; a pleasing, 
flowing melody. 

Canto ; the treble part in a chorus. 

Choir ; a company or band of singers; also that part of 
a church appropriated to the singers. 

Chorist , or Chorister ; a member of a choir of singers. 

Col , or Con ; with. Col Area ; with the bow. 

ComodOj or Commodo ; in an easy and unrestrained 
manner. 

Con Brio , or Brioso ; with brilliancy, brilliant. 

Con Affecto ; with expression. 

Con Dolcessa ; with delicacy. 

Con Dolore or Con Duolo ; with mounnful expression. 

Conductor; one who super ini ends a musical perform- 
ance; same as Mils' '-tor* 


Energra ; energy , j 

l*>n Espressione ; with expression 
Con Fuoco ; with ardor, fire. 

Con Grazio; witn grace and elegance. 

Con Ixipeto: with force, energy. i 

i>n Gusto ; with chaste exactness, with taste. | 

Cot* Koto; with emotion. 

Con Spirito ; with spirit, animation. 

Coro; chorus. 

Crescendo, or Ores; gradually increasing the sound. 

Da; for, from, of. 

Duett; for two voices or instruments. 

Diminuendo ; gradually diminishing the sound. 

Da Capo ; from the beginning. 

Declamando ; in the style of declamation. 

Decrescendo ; diminishing, decreasing. 

Devozione ; devotional. 

Dilettante; a lover of the arts in general, or a lovar of 
music. 

Di Molto ; much or very. | 

JJivoto; devotedly, devoutly. 

Dolce ; soft, sweet, tender, delicate. 

Dolente , or Dolorosa ; mournful. 

Dolor oso; in a plaintive mournful style. 
pi; and. Elegante; elegance. 

Energico , or Con Energia; with energy. 

Eepressivo ; expressive. 

Fine , Fin , or Finale; the end. 

Forte , or F ; loud. 

Forzando , F&rza or Fz; sudden increase of power. 

Fugue , or Fuga ; a composition which repeats or sus- 
tains, in its several parts, throughout, the subject 
with which it commences, and which is led oil by 
some one of its parts. 

Fugato ; in the fugue style. 

Fughetlo; a short fugue. 

Giusto ; in exact and steady time. 

Grazioso ; smoothly, gracefully. 

Grave ; slow and solemn. 

foi presario ; the cond ctor of a concert. 


ELEMENTS OF MUSIC 

Laerimando, or Lacrimoso ; mournful and pathetic, 
Lamenceooce , Lameniando , or Lamentabile ; mournfully. 
Larghissimo ; extremely slow. 

Larghetto; slow, but not so slow as Largo. 

Large ; slow. 

j^gato ; close, gliding, connected style, slurred. 

Leggier o ; light. 

Lenlando ; gradually slower and softer. 

Lento , or Leniamente; slow. ' 

At a ; but. 

Maestoso; majestic, majestically. 

Maestro di Capella; chapel master, or conductor of 
church music. 

Marcato ; in a strong and marked style. 

Messadi Voce; moderate swell. 

Moderate, or Moderamente ; moderately, in moderate time. 
Molto ; much or very. 

Molto Voce; with a full voice. 

Morendo ; gradually dying away. 

I Mordente; a beat or transient shake. 

| Mosso ; emotion. 

Mo to; motion. Adante Con Moto ; quicker than 
Andante. 

Non; not, as, Non Troppo; not too much. 

Organo ; the Organ. 

Orchestra; a company or band of instrumental per- 
formers. 

Pastoral ; applied to graceful movements m sextuple 
time. 

Piano, or p ; sweet, soft. 

Pianissimo , or pp ; very sweet and soft. 

Pin ; more. Piu Mosso ; with more motion, faster. 
Pizzicato ; snapping the violin string with the fingers. 
Poco ; a little. Poco Adagio ; a little slow. 

Poco a Poco ; by degrees, gradually. 

Portamento; the manner of sustaining and conducting 
the voice from one sound to another. 

Precentor ; conductor, leader of a choir. 

Presto; quick. 

.. Prestissimo; very quicJjL 


a 

Rallentando, AUentando, or Slenmfo; slower and aofte* 

by degrees. 

Recitando ; a speaking manner ot performante 
Recitanie; in a siyhs of recitative. 

Recitative; musical declamation. 

Rin/orzando , Rif, or Rinfotzo ; suddenly increatffc* 
In power. 

Ritardando ; slackening the time. 

Semplice; chaste, simple. 

Sempre; throughout, always; as, Sempre Forte, iotwi 
throughout. 

Senza; without, as, Senza Organo; without the Orgfcn. 
Sforzando, or Sforzato ; with strong force or emphaobr 
rapidly diminishing. 

Sicilian; a movement of light, graceful characfiei 
Smorendo , or Smorzando; dying away. 

Smorzando, or smarz; smothering the sound by degress* 
Soave, Soavemente ; sweet, sweetly. See Dolce. 

Solfeggio ; a vocal exercise. 

Solo ; for a single voice or instrument. 

Sostenulo; sustained. 

Sotto ; under, below. Sotto Voce; with subdued vohy. 
Spiritoso, Con Spirito ; with spirit and animation. 
Staccato ; short, detatched, distinct. 

Suhito; quick. 

Tact, or Facet; silent, or to be silent. Tardo; slow. 
Tasto Solo; without chords. 

Tempo; time. Tempo a Piacere; time at pleasure. 
Tempo Giusto; in exact time. 

Ten, Tenuto ; hold on. See Sostenuto. 

Tuiti; the whole, full chorus. 

Tin; a ; as ; XJn Poco ; a little. 

Va; goon; as, Va Crescendo ; continue to incroalto 
Verse; same as solo. 

Vigoroso ; bold, energetic. 

Vivace ; quick and cheerful. 

Virtuoso ; a proficient in art. 

Voce Sola ; voice alone. 

Volti tarn over the page quicbfc 
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Ryan’S True Mouth Harmonica Instructor. 



This little instrument is rapidly and deservingly becoming very popular. Such players as J. K. Emmet, Prof. Wallach and other* hare 
attained to such perfection in the use of the Harmonica, that they have made the public aware of the fact that it is not a mere toy for the 
little folks, but a musical instrument capable of most charming effects and great possibilities. 

Until now there has been no suitable instruction book for this instrument. We hope to be able in this instructor to make the way fle 
plaiu that there need be no further excuse for “playing by ear” merely. A careful attention to these pages, and persevering practice 
will, we are confident, enable any one to master both the elements of music and the difficulties and intricacies of the instrument itself. 

Position. The chest and lungs must be untrammeled. The shoulders should be thrown back, the head and neck erect. It is a oojo* 
raon but faulty and hurtful custom to play with the head bent forward and down. 

The manner of holding the instrument differs with the effects to be made, and with different players. What is desired, is a neat, graceful 
and convenient grasp of the harmonica which will enable it to be moved easily from one point to another. 

Production of Tone. The tones of the harmonica are produced by blowing out and inhaling the breath through the reeds. It is 
necessary, therefore, that the reed cells he well covered by the lips, that no air may be wasted or the tone weakened. 

The beginner should practice blowing and inhaling, by taking a single cell at first, and playing long and steadily. In this way the lungs 
will become strengthened and a thorough command of the instrument be obtained. In this practice, begin with the lowest cell and blow 
and inhale Upon each until all the tones have been produced. 


INSTRUCTIONS. 19 

Single Tones. It is much harder to play single tones upon the harmonica, than it is to produce double ones or chord*. The practice 
above referred to will overcome all difficulties of this kind. 

Tongueing. A good clear melody can be produced only by careful tongueing. That is, if a certain tone is wanted, and but one, the tongue 
must cover all the cells near it on its left. Some times, when the tone wanted is on the upper part of the instrument, not only the tongue, but 
the Bides of the mouth are used for “ covering/’ 

Chords. It is this method of tongueing by which melodies and their accompaniments are produced. The tongue covers all but the melody 
cells, and then for the “ after beats/’ is released and the chords are produced. To stop the chords the tongue should be inclined to the left or base 
part of the instrument. 

The chords necessary to harmonize with a tone that is blown, must also be blown, and vice versa tones produced by “ drawing in” have their 
chords produced in the same way. 

The complete scale of the harmonica begins with the 4th cell from the left or base side. There are harmonicas set to all the principal keys, 
but when a player is alone, it does not. matter what key his instrument maybe in, if he takes the' 4th cell for a starting point for his scale, 
music written in any key, sharp or flat, can be played as easily as if it was all written in the key to which his instrument is set. 

The figures 123456789 10 indicate the various cells. The letters B D indicate when to blow and when to draw in the breath. 

Here is Diagram of a Ten Cell C Harmonica, showing notes produced by it. 



The exact pitch of the harmonica is an octave higher than here written. 

It will be observed by a glance at the preceding diagram, that all the tones are not given in regular order. Beginning with the 4th cell, 
however, a complete scale is given and the tones F A and B, elsewhere ommitted, will be found here. That is, the note F, omitted at 
2d cell will be found in the 5th, the note A omitted at the 3d cell will be found in the 6th, and B omitted in the 10th cell will be found 
at the 7th. 
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Practical Exercises. 


Single Tones. Two Cells. 
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PEAOTIOAL EXERCISES 
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Chords. Two Notes. 
B 






Popular Melodies. 
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Change of Position, Preparatory Exercise. 
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’TIS A FORGET-ME-NOT WALTZ. 
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CAPTAIN JINKS. 
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DREAM FACES. 25 

HUTCHINSON. 




ALWAYS MEET ME WITH A KISS. 


MULLALLY. By per. 



HUSTLE ON TO GLORY. 


ROSENFELD. By per. 
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THE OLD OAKEN BUCKET. 


The direction! are purposely omitted. Let the player test his progress by this piece. 
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STAR SPANGLED BANNER. 

B DBDD DBD B B DB DBDBD 


— G — 





* . - 

i N 1 


nrp p 

rp-f—fn 

r*=- * . 

m ¥ ? 


— W" 

p-pf- 

4 — 

* — i — i- 
— 1 — J— 


— J- 

- r * * 

-_i — ^_i — 

H r< — 1 — 

■ 4 • 

* J 

1 #“ 


:^=t_ 


f=±- 4 ~ 


1 # 

i 

U — 4 P- 


i 


L_ 






44567875 6 87 67 654$ » $ t 


I) 

— A — — -0-1 

B I) B 

D 

— 1 , ♦— i 

B D 

B • 

■ 


D 


B D B 
¥=a^~ 

1 

i 

J 

DBD 
ZTW* 1 

B 

r* - 

D 

r^-ft-— -r 

B 


-j* * * *- 

-4 — 1 — I- 

ft , "1 

— 1 h: 


— 1 — 1 — H 

-ft 

L±-£-¥ 

;* m—T2 

m . f.'ft: 

1 _ L ft 

f t f=: 

jziB 

— ^ 

-+■ b-r 

0 jj—9 

” i i 

^4 1 ^ 

1 1. - L 

9 9 0 


^ ; r 

) ; m m. 


i r 

l r 

jj 

vT7 



~i — A"¥~ 

^ 1 # 

ILL 


^L. 

1 |_ 9 ¥ 


i 

1 

11 

9 

8 7 

6 7 

^ 

5 

6 

7 

6 

8 

9 8 7 

6 

00 

8 7 

8 9 8 

7 


YANKEE DOODLE. 
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THE SAILOR’S BRIDE. 


Harp in D. Using the cells indicated, instruments in other keys may be used equally as well. 
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Harp in G. 
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BEAUTIFUL BLUE DANUBE WALTZ. 
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I CANNOT SING THE OLD SONG. 



FELLOW THAT LOOKS LIKE ME. 
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LAST ROSE OF SUMMER. 
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STILL SO GENTLY O’ER ME STEALING. 
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WHEN THE BAND BEGINS TO PLAY. 
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THE ONES I LONG TO SEE. 
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DOWN IN A COAL MINE. 
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